Given  By 

■ANONY,iVinir<^ 


The  Piano- Forte  works  of  the  masters  — Bach,  Beethoven,  Haydn,  Mozart,  Mendelssohn,  Thalberg,  Schumann,  and  Chopin  — 
are  here  presented  in  their  best,  most  complete  and  correct  form. 

Less  classic,  but  extremely  popular,  are  the  pieces  of  the  other  collections.  They  are  the  favorites  of  the  day.  All  the  books 
provide  a great  deal  of  fine  music  for  a moderate  price. 


Beethoven’s  Sonatas, 

New  and  improved  edition.  In  two  vols.  Cloth,  each,  $5.00.  Revised 
by  Hans  Von  Bulow,  who  has  added  many  hints  and  directions  as  to 
execution  and  expression.  These,  carefully  observed,  will  add  new 
charms  to  the  practice  of  these  great  compositions,  which  bring  one  so 
near  to  the  mind  of  the  godlike  musician. 

Mozart’s  Sonatas. 

Bound  in  cloth,  $6.00.  These  works  constitute  “the  regular  thing” 
to  p actise  in  a complete  piano-course.  Perfect  in  smoothness  and 
sweetness,  they  help  us  to  understand  the  thought  of  the  child-like 
Mozart  when  he  said,  “ There  will  not  be  another  composer  like  me  for 
a hundred  years!  ” 

The  Musical  Treasure. 

In  boards,  .$2.50;  cloth,  $3.00;  gilt,  $4.00.  A fine  book,  half  vocal,  half 
instrumental,  100  pages  of  which  contain  a great  variety,  including  8 
Polkas,  6 Galops  and  Schottisches,  13  Waltzes,  3 Quadrilles,  9 pieces  of 
some  length,  and  16  pretty,  easy  Rondos  and  Airs. 

(jems  of  the  Dance. 

In  boards,  $2.50;  cloth,  $3.00;  gilt,  $4.00.  A splendid  new  collection, 
containing  the  most  recent  compositions  of  Strauss,  Faust,  Lamothe, 
Zikoff,  Gung’l,  Bela,  Mack,  Stasny,  Weingarten,  Ghis,  Pratt,  Parlow,  God- 
frey, and  others.  There  are  about  50  new  Waltzes,  11  Galops,  7 Polkas, 
3 Polka-Mazurkas,  3 Quadrilles,  2 Minuets,  2 Marches,  a Redowa,  and  a 
Schottisch.  232  pages,  full  sheet-music  size. 

Bach’s  Forty-eight  Preludes  and  Fugues. 

The  Well-Tempered  Clavichord.  By  John  Sebastian  Bach.  Two  vol- 
umes, each,  $3.00;  complete  in  one  volume,  $5.00.  Old  Father  Bach 
lived  before  the  era  of  the  piano-forte,  the  precursor  of  which  was  the 
clavichord.  Yet  his  compositions  for  the  latter  are  still  among  the  best 
for  the  newer  mstrument,  and  require  very  thorough  practice,  which 
they  abundantly  reward 

Mendelssohn’s  Songs  without  Words. 

Carefully  fingered  by  Jarvis.  Price  in  cloth,  $4.00. 

Mendelssohn’s  Songs  without  Words. 

(Lieder  Ohne  Worte.)  In  large  quarto  form.  Eight  books,  each  75 
cents;  complete,  cloth,  $3.00;  gilt,  embossed,  $4.00.  These  are,  by  many 
musicians,  believed  to  embody  the  best  musical  thoughts  of  the  author, 
and  are  world-famous. 

Pianist’s  Album. 

2;W  pages,  full  sheet-mu.sic  size.  Filled  with  very  entertaining  music, 
divided  as  follows;  10  Marches,  16  Waltzes,  9 Polkas,  2 Schottisches,  a 
Mazurka,  4 Polka-Mazurkas,  6 Galops,  8 Quadrille.s,  a dozen  Dances,  23 
very  sweet  IMano  pieces,  and  7 Ifour-hand  pieces,  — about  100  pieces  in 
all,  which  cost  $2.50  in  boards;  $3.00  in  cloth;  $4.00  gilt. 

Howe’s  Drawing-Room  Dances. 

F*r  social  evening  parties.  Filled  with  popular  Quadrilles,  Cotillons, 
Fani-y  Dances,  &c.,  with  the  latest  figures  and  the  appropriate  calls. 
Ihrice  $2.00. 

The  Parlor  Companion. 

Price  $2.00.  A very  handy  Iniok  for  learners,  containing  a hundred 
easy  Piano  pieces,  a page  or  half-page  in  length,  and  also  a few  Songs. 

Haydn’s  Sonatas. 

Price  in  cloth,  83.00.  Eight  Sonatas,  of  which  No.  1 is  in  Et?,  No.  2 in 
I^minor,  No.  3 in  K^,  No.  4 in  G-rninor,  No.  5 iTi  C,  No.  6 in  Cif-niinor, 
No.  7 in  D,  and  No.  8 in  E'>.  To  praise  Haydn  is  like  gilding  nitined 
gold;  but  it  may  l»o  remarked  that  this  music,  composed  before  the 
)iano  had  much  [mwer  of  i/prcssion.  furnishes  .some  of  the  best  practice 
or  execution.  The  size  is  large  quarto. 


Chopin’s  Mazurkas  and  Waltzes. 

From  engraved  plates,  in  large  quarto  form.  Complete  in  one  volume, 
cloth,  $5.00.  The  music,  of  course,  is  magnificent,  and  the  book  is 
further  enriched  by  a portrait,  and  a biography  by  Franz  Liszt,  who 
also  writes  a critical  review. 

Thalberg’s  L’Art  du  Chant. 

In  cloth,  $5.00.  Transcriptions  of  the  masterpieces  of  various  com- 
posers, so  arranged  as  to  bring  out  the  singing-\)ower  of  the  piauo-forte, 
a quality  in  which  it  far  exceeds  older  instruments,  and  which  can  be 
studied  with  pleasure  and  advantage  by  the  use  of  Tlialberg’s  fine 
collection.  The  size  is  large  quarto. 

Gems  of  Strauss. 

In  boards,  $2.50;  cloth,  $3.00:  gilt,  $4.00.  The  Strauss  family  have,  now 
this  many  years,  led  the  world  in  the  matter  of  brilliant  music.  In  this 
book  are  all  the  brightest  of  their  compositions.  There  are  250  pages, 
full  sheet-music  size,  containing  about  60  Waltzes,  10  Polkas,  5 Polka- 
Mazurkas,  4 Quadrilles,  2 Waltz  Quadrilles,  2 Galops,  a Mazurka,  and  a 
“ Dance  of  the  Period.” 

Home  Circle. 

Vol.  I.,  216  pages.  Vol.  IT.,  250  pages. 

Price  of  each  volume,  $2.50  in  boards;  $3.00  in  cloth;  $4.00  gilt.  The 
“ Home  Circle  ” books  were  the  first  volumes  of  the  very  popular  series 
described  in  this  column.  Vol.  1.  bets  about  150  easy  Piano-pieces,  of 
just  the  kind  needed  for  persons  who  have  just  learned  to  play;  and  it 
is  therefore  one  of  the  best  of  books  for  the  use  of  teachers.  Vol.  II. 
has  not  quite  so  many  pieces,  but  has  a number  of  four-hand  pieces 
admirable  for  practice.  It  is  therefore  also  a capital  “ instructive 
book.”  Pages  are  full  sheet-music  size. 

Schumann’s  Album. 

Paper,  $1.50;  cloth,  .$2.00.  A more  complete  title  is  Album  for  Young 
Pianists.  By  Robert  Schumann.  There  are  43  pieces,  all  brief,  and 
some  of  them  simple.  The  hand  of  the  master  is  visible  throughout, 
and  young  and  old  will  be  pleased  with  the  music.  64  pages. 

Amateur  Album. 

Price  50  cents.  13  pretty  one-page  pieces,  also  13  Songs,  all  on  large 
(sheet-music  size)  pages,  and  at  the  price  are  less  than  2 cents  per  piece. 

Piano  Arrangements  of  the  Operas, 

Don  Giovanni,  Der  Freyschutz,  each  $1.25.  Persons  who  wish  to 
revive  a memory  of  the  tine  operas  will  appreciate  these  arrangements. 

Piano  at  Home. 

In  boards,  .$2.50;  cloth,  $3.00;  gilt,  .$4.00.  A collection  of  four-handed 
pieces.  2.50  pages,  full  sheet-music  .size.  Here  we  have  about  70  Duehs, 
the  l)est  that  are  published;  that  is,  not  counting  very  long  ones,  which 
would  take  too  much  space.  This  book  should  be  in  use  by  every 
music-teacher. 

Piano-Forte  Gems. 

In  boards,  $2..50;  cloth,  $3.00;  gilt,  .$4.00.  216  pages,  full  sheet-music 
size.  216  pages  in  such  a book  contain  about  as  much  music  as  would 
.300  pages  of  ordinary  sheet-music.  These  pages,  if  distributed  in  sepa- 
rate pie(;es,  could  not  cost  less  than  from  $15.00  to  $20.00.  Thus  we  see 
the  economy  of  purchasing  books  like  this.  It  has  the  usual  variety  of 
Marches,  Quicksteps,  Waltzes,  Polkas,  &c.,  and  rather  a large  propor- 
tion of  Rondos,  V'ariations,  &c. 

The  Musical  Gift,  Musical  Gathering,  and 
Musical  Blossoms, 

Are  three  choice  volumes  of  moderate  size,  each  containing  80  pages, 
filled  with  well-selected  pieces  from  good  comjtosers.  I’rice  of  each 
book,  $1.50;  in  boards,  $2.00;  in  cloth,  $2.50,  gilt. 


Either  of  the  above  book.s  will  be  mailed,  po.st  free,  for  retail  price. 


Published  by 

OLIVER  DITSON  & CO.,  CHARLES  H.  DITSON  & CO.,  J.  E.  DITSON  & CO.,  LYON  & HEALY, 

ItoMton,  7//  Siroadway,  Sew  York.  (Sucecs^rs  to  & W.-ilkert)  Chicayo, 

Vhiladriphia. 


DITSON  & CO.’S  HOME  MUSICAL  LIBRARY. 


This  is  the  collective  name  of  a series  of  books,  each  of  which,  from  its  nature,  must  be  the  best  of  its  kind. 

In  order  to  form  one  of  these  books,  the  sheet  music  publications  of  the  last  two  years  (amounting  to  between  one  and  two 
thousand  pieces)  are  carefully  reviewed. 

The  very  best,  most  popular,  and  successful  pieces  are  selected,  and  from  these,  again,  the  best,  until  the  number  is  reduced  to  the 
capacity  of  one  or  two  volumes,  which  are  then  issued  from  the  press. 

Each  book  of  the  HOME  MUSICAL  LIBRARY  is  complete  in  itself,  has  from  about  200  to  250  pages  of  PULL  SHEET 
MUSIC  SIZE,  and  sells  for  $2.60  in  Boards ; $3.00  in  Cloth;  $4.00  in  Full  Gilt. 

It  will  be  seen  that  a whole  set  of  20  books  may  be  bought  for  from  |50  to  S80.  Such  a set  would  be  a most  valuable  wedding  or 
holiday  present,  fully  equal,  in  music,  to  what  in  literature  the  American  or  British  Encyclopaedia  would  be. 

As  for  single  volumes,  what  could  be  better  for  a lover  of  German  music  than  the  “ Gems  of  German  Song ; ” of  Opera  music, 
than  “ Operatic  Pearls;  ” of  Dance  music,  than  the  “ Gems  of  the  Dance  ”? 

All  accompaniments  may  be  played  on  the  Piano  or  Reed  Organ.  Either  book  will  be  mailed,  post  free,  for  retail  price. 

As  the  first  Instrumental  Book  issued  had  the  title  of  the  HOME  CHICLE,  the  set  is  sometimes  called  THE  HOME 
CIRCLE  SERIES. 


The  World  of  Song. —Vocal. 

250  pages.  Published  in  the  autumn  of  the  year  1876.  Pilled  with  ahril- 
liant  collection  of  popular  Songs  and  Duets.  About  80  Songs,  by  nearly 
as  many  composers.  A great  variety. 

Gems  of  English  Song.— Vocal, 

272  pages.  Published  in  the  year  1875.  75  Songs,  selected  so  fortu- 
nately, that  it  was  fair  to  say,  that  “ it  is  the  unanimous  opinion  of 
those  who  have  examined  ‘it,’  that  no  finer  collection  of  bound  Vocal 
Music  has  ever  been  issued.” 

Gems  of  German  Song. 

200  pages.  Kightly  named.  Harmony  and  melody  built  up  with  a skill 
and  care  which  belong  only  to  Deutschland.  German  and  English 
words. 

Gems  of  Scottish  Song.— Vocal. 

200  pages.  All  other  collections  of  Scotch  Airs  have  been  ransacked  to 
iorm  this  choicest  of  all  Collections,  which  is  large  and  exhaustive. 

Gems  of  Sacred  Song.— Vocal. 

200  pages.  A grand  book  for  Sunday  evenings.  Many  sweet  Sacred 
Lyrics,  all  with  Piano  accompaniment. 

Wreath  of  Gems.  — Vocal. 

200  pages.  Similar  in  character  to  the  Silver  Chord,  of  which  it  may  be 
said  to  form  the  second  volume. 


The  Silver  Wreath.— Vocal. 

216  pages,  and  about  60  vocal  pieces,  a large  proportion  of  which  are 
Songs  with  Choruses,  or  Duets,  or  Trios,  all  of  tine  quality. 

Tie  Organ  at  Home,— Instmieital— For  Reed  Orians. 

Here  are  200  good  Organ  pieces  of  a popular  character.  Thus  it  is  just 
the  book  to  keep  on  the  Reed  Oi'nan”  or  “ Cabinet  Organ,”  or  ”Melo- 
deon,”  which  is  nowin  almost  every  man’s  parlor.  First  issued  in  Chi- 
cago, where  its  plates  were  lost  in  the  great  fire,  after  which  it  was 
republished  in  Boston,  greatly  improved,  and  is  now  a worthy  member 
of  its  set. 

The  Piano  at  Home.— Fonr-Hanh  Pieces  lor  the  Piano. 

250  pages.  Well  filled  with  the  best  Piano  Duets.  Every  teacher  un- 
<lerstands  the  great  use  and  benefit  of  four-hand  practice.  “ The  Piano 
at  Home  ” furnishes  the  best  kind  of  material  therefor. 

Gems  of  the  Dance.  — Instramental. 

A book  intended  as  a companion  to  the  “ Gems  of  Strauss,”  a work 
of  very  great  popularity.  The  present  book  has  232  pages,  which  com 
tain  the  newer  compositions  of  IStrauss,  with  othera  by  Gung'l,  Lamothe, 
Bela,  Fliege,  Mack,  Coote,  Pratt,  Faust,  Parlow,  Draper,  Zikoff,  Metra, 
Piefke,  Solan,  Schacht,  Godfrey,  Carl,  Mornson,  Stusny,  Downing,  Ghys, 
Budik,  Winner,  and  Weingarten,  in  all  25  authors,  all  of  good  repute. 
Thus  there  is  great  variety;  and  the  music  thrcnghout  is  exceptionally 
oright.  Published  in  the  autumn  of  1876. 


Tie  Mnsical  Treasiira— Vocal  and  Instrumental 

200  pages.  Has  received  the  highest  commendations.  Ballads,  Sacred 
Music,  Student  Songs,  Opera  Sougs,  Comic  Songs,  and  a tine  selection 
of  Instrumental  Music.  A very  great  variety. 

The  Silver  Chord.  — Vocal. 

200  pages.  A great  variety  of  Songs  of  all  kinds.  One  of  the  most 
salable  volumes.  The  earliest  Vocal  volume. 

Operatic  Pearls.  — Vocal. 

200  pages.  Selected  by  experienced  Opera- Goers.  These  Songs  consti- 
tute the  staple  of  all  concerts  and  other  entertainments  consisting  of 
Operatic  Music,  and  are  from  about  50  Operas. 

Shower  of  Pearls.— Vocal  Duets. 


Gems  of  Strauss.— Instrumental. 

250  pages.  Brought  out  “after  the  Jubilee,”  in  consequence  of  the 
greatly  increased  popularity  of  “ Strauss  Music.”  250  pages  packed 
full  of  the  most  brilliant  and  (all  over  the  world)  most  popular  Dance 
Music.  In  price  and  style,  uniform  with  the  other  books.  Sells  superb- 

ly- 

Home  Circle,  Vol.  I.  — Instramental. 

216  pages.  The  book  that  gave  the  first  name  to  the  series.  Large 
number  of  easy  pieces,  with  a few  more  diflicult.  Excellent  as  a book 
of  recreations  for  learners. 

Home  Circle,  Vol.  II.— Instrumental. 

250  pages.  Similar  to  Vol.  I.,  but  is  distinguisbed  by  the  insertion  of  a 
large  number  of  easy  4-hand  pieces.  A very  convenient  book  for  teach- 
ers. 


240  pages.  The  number  of  talented  duet-composers  is  not  large.  Here 
we  have  the  best  works  of  the  best  authors. 

Moore’s  Irish  Melodies.— Vocal. 

200  pages.  It  is  natural  to  class  these  among  Irish  Songs,  as  they  are 
now  known  and  sung.  But  there  is  no  brogue  about  them.  Moore’s 
perfectly  beautiful  poetry  pervades  them;  and  much  of  the  music,  al- 
though not  so  well  known,  is  not  out  of  place  by  the  side  of  that  of 
“The  Last  Rose  of  Summer,”  or  “ Love’s  Young'Dream.”  About  100 
Songs,  to  which  are  added  a few  instrumental  airs. 


Home  Circle,  Vol  III ; or,  Tlie  Pianist’s  AIMe  — InstmmentaL 

200  pages.  Contains  the  choicest  pieces  published  after  the  appearance 
of  Vol.  II. 

Home  Circle,  Vol  IV. ; or,  Piano-Forte  Gems. — Instrniental. 

216  pages.  Contains  the  most  popular  pieces  published  after  the  ap- 
pearance of  Vol.  HI. 


The  above  books  are  all  entirely  uniform  in  style  and  binding.  They  contain,  in  the  aggregate,  full  $500  worth  of  Sheet  Music, 

which,  in  this  book  form,  costs  but  one-tenth  of  that  sum.  

To  the  regular  books  of  this  library,  some  would  like  to  add  the  “ OPERA  EOUFPE,”  which  contains  music,  vocal  and 
instrumental,  from  Offenbach  (words  improved).  Price  $2.50  in  Boards;  $3.00,  Cloth;  $4.00  Gilt.  Also  numerous  smaller  and 
larger  collections,  of  various  styles  and  prices,  of  which  descriptions  will  be  found  in  catalogues. 


Published  by 

OLIVER  DITSON  & CO.,  CHARLES  H.  DITSON  & CO.,  J.  E.  DITSON  & CO.,  LYON  & HEALY, 
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ELEMENTARY  PRINCIPLES  OF  MUSIC. 


PAET  FIRST. 


OF  THE  LETTERS. 

As  a means  of  naming  the  different  tones,  it  is  usual  to  employ  the  first  seven  letters  of  the  alphabet,  viz : A,  B,  C,  D,  K.  F 
G.  When  a melody  exceeds  these  seven  tones,  they  are  to  be  repeated  or  extended,  as  far  as  may  be  required.  In  a regn/a' 
t imposition,  the  whole  length  of  the  Gamut,  or  Scale,  is  sometimes  needed. 

OF  THE  STAVE. 


The  notes  are  written  on  or  between  five  parallel  lines,  called  a Stave.  The  intervtds  between  the  lines  are  called  Spact  a 
Both  lines  and  spaces  are  numbered  from  the  bottom  of  the  stave  upwards : thus. 


n 

> 

< 

H 

oa 


Small  lines,  called  Ledger  lines,  are  written  above  or  below  the  stave,  when  those  of  the  stave  are  insufficient : thus. 

Ledger  lines  above.  


Ledger  lines  below. 


The  notes,  without  regard  to  their  form,  are  distinguished,  as  to  mere  sound,  by  their  position  on  the  stave.  To  esU  b if  n 
their  names,  it  is  also  necessary  that  a sign,  called  a Clef  should  be  used.  There  are  two  kinds  of  Clefs  used  in  in  k eir; 
music.  The  Treble  or  G Clef,  only,  is  made  use  of  in  compositions  for  the  Guitar,  and  is  always  placed  at  the  begi  i oig 
of  the  stave  : thus. 


OF  THE  GAMUT,  OR  DIATONIC  SCALE. 

The  union  ’f  the  seven  litters  in  their  regular  order,  with  the  repetition  of  the  first,  forms  the  Gamut,  or  Diatonic  Sr*)* 
ttin*. 


SCALE  OF  C NATURAL. 
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ELEMENTARY  PRINCIPI.ES  OF  MUSIC. 

TIw  progress  of  the  pupiJ  will  be  much  facilitated,  by  committing  thoroughly  to  memory  the  following  exan  plet. 

LETTERS  ON  THE  STAVE. 
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LETTERS  ON  THE  LEDGER  LINES  ABOVE  THE  STAVE, 

G-t 


C-0- 


E-#-  '-p- 


F-0- 
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A-0- 


E# 
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SPACES  ABOVE  THE  STAVE. 


LEDGER  LINES  BELOW  THE  STAVE. 
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SPACES  BELOW  THE  STAVE. 


OF  THE  VALUE  OF  THE  NOTES  AND  RESTS. 

It  is  readily  perceived,  from  hearing  a piece  of  music,  that  it  is  not  composed  entirely  from  any  particular  combii  ation  ol 
notes,  for  the  mere  combination  would  possess  but  little  variety ; but  that  the  length  of  the  notes,  relatively  greater  or  less 
is  an  essential  part  of  it.  The  relative  duration  is  called  the  Value  of  the  itoies,  and  is  shown  by  the  peculiar  form  of  each  note 

COMPARATIVE  TABLE  OF  THE  RELATIVE  VALUE  OF  THE  NOTES. 


A whole  note.  . . . 
Half  notes 

Quarter  notes.  . 
Eighth  notes.  . . . 
Sixteenth  notes.  . . 

Thirty-second  notes. 


■& 
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Besides  the  above  example  of  notes,  there  are  sixty-fourth  notes,  having  four  bars,  thus,  g***  which  are  equivalent  to  one 
whole  note.  Then  in  the  same  ratio,  one  whole  note  is  equal  to  two  half  notes,  or  four  quarter  notes,  or  eight  eighth 

^ «o«o-xJ  ^ 

aoies,  and  so  on  downward.  One  half  note  to  two  quarter  notes,  &.c.  One  quarter  note  to  two  eighth  notes,  &c.  One  eighth 
note  to  two  sixteenth  notes,  &c.  One  sixteenth  note  to  two  thirty-second  notes.  &c.  One  thirty-second  note  to  two  sixty- 
fourth  notes. 

OF  THE  RESTS. 

Rests,  in  a composition,  show  the  music  ceases  to  be  performed  during  certain  intervals  of  time.  They  afford  repose  to  the 
singer  or  player,  prevent  confusion  between  phrases  or  members  of  phrases,  and  aid  in  producing  musical  effects.  The  rests 
have  values  corresponding  to  those  of  the  notes;  thus,  the  whole  re.st  is  equal  to  the  whole  note;  the  half  rest  to  the  half 
note ; the  quarter  rest  to  the  quarter  note ; the  eighth  rest  to  the  eighth  note,  «fcc. 

COMPARATIVE  TABLE  OF  RESTS. 
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The  whole  rest. 

1 

It ; 

Half  rest. 

12 

Quarter  rest. 

1-4 

L ^ J 

Eighth  rest. 

1-S 

L ^ J 

Sixteenth  rest. 

1-16 

Thirty-second  rest. 
1-32 
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OF  THE  DOTTED,  AND  DOUBLE  DOTTED  NOTES  AND  RESTS, 

The  different  Talues  of  the  note,  according  to  the  preceding  tables,  are  insnfficient  to  express  all  musical  ideas.  A note 
R anted  might  be  of  a length  relatively  less  than  the  half  note,  but  greater  than  the  quarter ; and  as  there  are  no  notes  of 
u termediate  value  between  the  half  and  quarter,  quarter  and  eighth,  or  between  any  of  the  other  notes,  tire  Dot  is  used  tr 
supply  their  place : thus,  A dot  placed  after  a note  increases  its  length  one  half  of  its  original  value  ; a dotted  whole  note 
is  equal  to  three  half  notes,  a dotted  half  to  three  quarter  notes,  a dotted  quarter  to  three  eighths,  a dotted  eighth  to  three 
sixteenths,  a dotted  sixteenth  to  three  thirty-seconds,  a thirty-second  to  three  sixty-fourths. 

The  following  table  will  show  the  manner  of  writing  the  dotted  notes. 

TABLE  OF  DOTTED  NOTES. 
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\ When  a second  dot  is  added  to  the  first,  following  a whole  note,  naif,  quarter,  eighth,  sixteenth,  &.C.,  its  value  is  equal  to 
lulf  that  of  the  first ; see  example. 

EXAMPLE  SHOWING  THE  DOUBLE  DOT. 


The  single  and  double  dot,  which  were  explained  in  the  preceding  examples,  are  also  placed  after  the  rests,  and  inenasa 
their  value  in  the  same  proportion ; see  example. 

EXAMPLE  OF  THE  DOTTED  AND  DOUBLE  DOTTED  RESTS. 


or  TIME. 

THE  SIGNS  OF  THE  SINGLE  AND  DOUBLE  BARS. 

Every  piece  of  music  is  divided  into  short  and  etpial  portions  called  Meastins,  by  small  bars  drawn  peri)endicu' irly  across 
the  stave.  The  measures  are  themselves  considered  as  divisible  into  two,  three,  or  four  parts,  according  to  the  species  of  tiir.« 
announced  at  the  beginning  of  each  piece. 

EXAMPLE  OF  THE  MEASURE 
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1 
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The  main  divisions  in  a piece  of  music,  are  called  strains,  they  are  expressed  by  a Double  Bar.  When  dots  are  placed 
before  the  Double  Bar,  thus,  r they  show  that  the  division  previous  to  it  is  repeated ; when  after,  thus,  t that  the  divisioi 
following  is  repeated;  see  *||  example.  . 


EXAMPLE  OF  THE  STRAIN,  AND  REPEAT  DOTS. 

Strain.  Strain. 
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OF  THE  SPECIES  OF  TIME. 

There  are  two  principal  kinds  of  time  ; Common  time,  containing  two  or  four  iqual  parts,  in  each  measm-e  ; and  Ti  fl« 
l.me,  containing  tnree  equal  parts.  Each  of  these  times  may  be  Simple  or  Compound. 

Simple  common  times  are  indicated  by  or  containing  two  half  or  four  quarter  notes  ; mid  2-4,  containing  two  quarter 
or  four  eighth  notes,  in  3ach  measure. 

Simple  triple  times  are  3-4,  or  three  quarter  notes  ; and  3-8,  or  three  eighth  notes  in  each  measure. 

Compound  common  times  are  6-8,  or  six  eighth  notes,  or  two  dotted  quarters ; and  12-8,  or  twelve  eighth  notes,  or  fow 
dotted  quarter  notes  in  each  measure. 

Compound  triple  times  are  &-4,  or  nine  quarter,  or  three  dotted  half  notes  ; and  9-8,  or  nine  eighth,  or  three  dotted  quarter 
notes  in  each  measure. 

In  counting  time,  if  the  movement  be  sloiv,  count  by  eighth  notes  / if  quick,  by  quarter  or  dotted  quarter  notes : see 
example. 

EXAMPLES  OF  TIME. 


Simple  common  times.  ; Simple  triple  times. 
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Compound  common  times 
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Compound  triple  times. 
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In  common,  two-fom‘,  three-four,  and  nine-four  times,  the  value  of  a quarter  note  establishes  the  beats  or  counts ; in  three- 
eight,  six-eight,  nine-eight,  and  twelve-eight  times,  that  of  an  eighth  note,  is  used.  See  examples. 


EXAMPLES  SHOWING  THE  VALUE  OF  THE  BEATS  OR  COUNTS. 
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OF  THE  TRIPLET. 


TVhen  three  eighth,  (or  any  other,}  notes  are  played  in  the  time  of  two,  of  the  same  name,  or  six  in  the  time  of  four,  such 
g)  ( ups  are  called  Triplets ; and,  to  render  them  plain,  it  is  usual  to  place  the  figure  3 over  or  under  the  three  notes  taken  for 
tv?  ),  and  the  figure  6 over  or  under  the  six  notes  taken  for  four : see  example. 


EXAMPLE  SHOWING  THE  USE  OP  THE  FIGURES  3 AND  6. 
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OF  THE  SHARP,  FLAT,  AND  NATURAL. 

The  Sharp  ^ is  a sign  ■which  raises  a note  a semitone.  The  Flat  ([j)  lowers  it  a semitone,  and  the  Natural  (61)  restores  » 
note,,  altered  by  a sharp  or  flat,  to  its  original  sound.  A Sharp  or  Flat  placed  next  to  a note,  is  called  an  Accidental,  and  acts 
on-Y  in  the  measure  in  which  it  occurs.  When  these  signs  are  placed  at  the  commencement  of  a piece  of  music,  nzunely ; at 
the  Clef  to  point  its  tone,  all  the  notes  which  axe  on  the  same  line  or  space,  (or  any  line  or  space  of  the  same  name,)  on  which 
these  signs  are  placed,  are  affected  by  them.  There  are  as  many  sharps  and  flats  as  there  are  letters,  they,  like  ihe  latter,  are 
placed  on  and  between  the  lines,  commencing  with  F,  the  sharps  ascend  by  fifths  and  descend  by  fourths.  The  Flats  are 
jlaced,  commencing  with  B,  in  ascending,  by  fourths,  and  in  descending  by  fifths,  thus : 


There  is  also  a Double  Sharp,  (x)  which  raises  a note  a whole  tone,  and  a Double  Flat  (bb)  which  lowers  a note  a whc'i 

k ie. 


OF  THE  INTERVALS.  (OR  DEGREES.) 

The  iistance  between  two  sounds,  or  from  one  line  to  a space,  or  from  one  space  to  a line  is  called  an  Interval,  or  Degret 

Ihus, 


Unison  or  first.  Second.  Third.  Fourth.  Fifth.  Sixth.  Seventh.  Eighth  or  Octave. 


* 


A pupil  with  a good  ear  will  readily  discover  that  the  degrees  of  the  scale  are  various,  for  exaimple,  the  degree  from  C to  li 
is  greater  them  E to  P.  The  first  of  these  degrees  is  called  a and  the  second  a half  tone,6cc.  See  Diatonic  scale  on  page  3 


OF  THE  TONIC  AND  MODE,  OR  KEY. 

A tone  is  a sound  which  determines  a fundamental  letter  on  which  a piece  of  music  is  established.  Every  letter  can  become 
a fundamental  letter  or  Tonic.  The  Mode  or  key,  is  the  character  of  a tone  ; they  are  of  two  kinds,  viz  : the  Major  and  the 
Minor  mode  oi  key.  The  mode  is  Major,  when  there  are  two  full  tones'  irom  its  Tonic  to  its  third,  and  Minor,  when  there 
is  a tone  and  half  tone  from  its  Tonic  to  its  third : thus. 


MAJOR  THIRD.  MINOR  THIRD. 
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The  Key  of  a piece  ,l  music  is  indicated  by  the  number  of  Sharps  or  P'lats  which  are  at  the  Clef,  or  Signature.  Each 
Major  key,  which  we  c<dl  the  principal  key,  has  a relative  Minor  key.  It  is  called  relative,  because,  it  is  marked  at  the 
tignature  by  the  same  number  of  sharps  or  flats  at  its  principal  key,  except  the  key  of  C Major,  and  its  relative  A Minor, 
which  have  no  signature.  The  relative  Minor  key  is  a tone  and  a half  tone  below  its  principal  key,  as  the  following  table  shows 


C Major  O Major.  D Major.  A M^or.  E Major.  B Major.  F#  Major.  C«  Major. 
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A Minor. 
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E Minor. 



B Minor. 
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0 M%joi  F Major.  Hn  Major.  Et>  Major  Ab  Major.  Db  Major  Gb  M%jor.  Cb  Major. 


To  shorten  the  study  of  the  foregoing  tables,  and  to  know  in  which  key  a piece  of  music  is,  it  is  necessary  to  know  that 
when  there  are  no  flats  or  sharps  at  the  signature,  it  is  in  C Major  or  A Minor : with  the  #,  the  major  key  is  one  half  tom 
above  the  last  sharp  added  to  the  signature  ; and  the  Minor  key  two  half  todies  below  it ; with  the  b>  the  Major  key  is  five  half 
tones  below  the  last  flat  added  to  the  signature  ; a.nd  in  the  Minor  key  four  h/ilf  tones  above.  To  know  whether  we  are  in  the 
principal  key  of  the  Major  Mode,  or  in  its  relative  Minor,  it  is  necessary  to  examine  whether  the  fifth  of  the  Major  key  is 
accidentally  altered  by  a sharp  or  flat ; if  not,  we  aie  in  the  principal  Major  key ; if  it  is  altered,  we  are  in  the  relative  Minor 


OF  ABBREVIATIONS. 

To  abbreviate  is  to  repiesent  several  notes  by  a single  one,  or  by  a single  sign.  This  is  sometimes  done  for  want  of  room 
in  the  stave,  and  sometimes  to  save  time  and  labour  in  the  writing  or  copying,  or  to  avoid  repetitions  of  a single  note  oi 
passage.  Example : 


Written 


Played. 


The  Pause,  (^)  is  placed  over  notes  and  rests,  and  denotes  that  the  performer  may  stop  at  pleeisure.  Example. 


Da  Capo,  or  D.  C.  indicates  that  the  performer  must  begin  the  piece  again,  and  end  at  the  first  double  bar,  or  continue  to 
tiQ  word  Pine.  The  Sign  •$.  indicates  that  the  performer  must  return  to  one  of  the  same,  and  end  as  D.  O. 


SIGNS  INDICATING  THE  DEGREE  OF  POWER. 


Piano  or  p 
PP 

Dolce  Of  dol 
forte  or  f . 

ff 


Soft. 
Very  soft. 
. Sweet. 
. Loud. 
Very  loud. 


mf Half  loud 

sfz  sffz  or  > . . Suddenly  loud- 

rfz  rf  or  Gradually  Ic  tid. 

Ores  or  err  [ Increase  in  sound. 

Dim  or  decres  or  ~r~—  ....  Diminish  in  sound. 


We  would  recommend  that  every  learner  be  provided  with 
lerms,  signs  and  abbreviations. 


a copy  of  Hamilton’s  Dictionary 

\ 


of  One 


Thousand  Mus  ‘ca 
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PART  SECOND. 

MANNER  IN  WHICH  THE  GUITAR  IS  STRUNG  AND  TUNED. 

l*he  Guitar  has  six  strings  ; the  three  first  of  which  axe  gut,  and  are  called  Treble  strings ; and  the  three  others,  of  siUt 
»/)Tcred  With  silver  wire,  tind  are  called  Bass  strings.  They  are  tuned  by  Fourths^  with  the  exception  of  the  3d  string,  waich 
m tur»ed  a Third  below  the  2d.  See  Example. 


It.  string,  E.  2d  String,  B.  3d  String,  6.  4tb  String,  D.  6th  String,  A.  6th  String,  E. 




& 
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TREBLE. 

B. 

; 

: 

MANNER  OF  HOLDING  THE  GUITAR,  AND  THE  POSITION  OF  THE  HANDS. 

To  hold  the  Guitar  well,  it  is  necessary  to  sit  on  a seat  in  common  use  ; the  right  foot  to  rest  on  a stool  of  a height 
proportioned  to  the  seat ; sit  in  an  easy  natural  position.  Being  thus  seated,  the  Guitar  is  placed  transversely  on  the  right 
thigh,  as  the  Teacher  will  direct.  This  position  is  preferable  to  all  others,  as  it  is  the  most  graceful  and  natural.  If  the 
Teacher  prefers  any  other  position,  he  can  direct  the  pupU. 

THE  LEFT  HAND  AND  ARM. 

The  left  hand  should  lightly  press  the  neck  between  the  thumb  and  forefinger,  the  end  of  the  thumb  rest  on  the  side  next 
to  the  large  silver  string,  between  the  1st  and  2d  frets,  and  the  large  joint  of  the  fore  finger  between  the  nut,  (the  end  of  the 
finger  board,)  and  the  first  fret  on  the  side  next  the  small  string.  The  arm  should  hang  easy,  graceful,  and  natmal,  with  the 
elbow  separated  a short  distance  from  the  body,  taking  care  to  hold  the  fore  arm  and  wrist  curved ; the  fingers  to  be  separated 
and  held  as  hammers,  ready  to  strike  the  strings  between  the  four  first  frets.  The  fingers  in  this  position  will  naturally  fall 
upon  the  three  first  strings ; and  when  required  to  reach  the  other  three,  the  wrist  should  be  still  more  curved,  and  the  thumb 
brought  more  imder  the  neck.  The  thumb  is  sometimes  used  for  the  sixth  string,  in  playing  particular  notes.  When  thus 
psed,  the  word  Thumb  is  placed  under  the  note ; or  a cross,  thus  x,  is  used  by  some  composers. 

THE  RIGHT  HAND  AND  ARM. 

The  right  arm  should  rest  on  the  edge  of  the  sound-board,  between  the  elbow  and  wrist,  directly  ovei  the  bridge.  The 
nand  should  hang  eeisy  and  without  stiffness,  the  fingers  a little  curved,  and  held  over  the  Treble  strings.  The  thumb  should 
be  placed  on  one  of  the  Ba.ss  strings.  When  it  is  desirable  to  soften  the  tone  of  the  Guitar,  the  hand  must  be  moved  towards 
the  circle,  or  opening  in  the  sound  boturd.  This  gives  the  notes  something  of  the  Harp  tone. 

MANNER  OF  TOUCHING  THE  STRINGS. 

As  a general  rule,  the  three  treble  strings  are  mostly  used  by  the  three  fingers.  The  Bass  strings  by  the  thumb.  The  lit 
lie  finger  is  noi  used  except  in  chords  and  arpeggios  of  five,  and  six  notes.  To  obtain  a full  and  mellow  tone,  it  is  neccessar> 
to  apply  some  fo.xe  with  the  end  of  the  fingers,  not  touching  the  strings  with  the  fiails,  as  they  thereby  produce  a snapping 
disagreeable  sound  The  fingers  meet  the  strings  obliquely,  so  as  to  cause  them  to  vibrate  across  the  finger-boiud.  They 
should  press  and  slide  along  the  strings  in  a sort  of  undulating  or  scouping  manner.  The  fingers  of  the  left  hand  should  pr**** 
ihe  strings  very  clise  between  the  frets,  by  which  the  sound  is  formed  and  made  more  clear  and  pure. 

[8] 
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ON  FINGERING. 

The  following  are  the  signs  used  by  most  authors  who  have  written  for  the  Guitar,  to  indicate  the  fingering : 

LEFT  HAND  FINGERING. 

For  the  first  finger,  figure  1.  For  the  third  finger,  figure  3. 

For  the  second  finger,  figtnre  2.  For  the  fourth  finger,  figure  4. 

For  the  open  strings,  figme  0. 

The  figures  1,  2,  3,  for  the  right  hand,  and  the  x for  the  thiunb,  are  also  used,  besides  a set  of  dots,  and  letters,  for  tht  fir 
gers  thus,  and  I.  M.  A.  These  when  used  in  connection  with  the  set  with  the  left  hand,  so  perplex  the  pu].  J, 

have  thought  proper  to  dispense  with  the  use  of  them  in  this  work. 


OF  TUNING  THE  GUITAR. 


The  art  of  tuning  the  Guitar  is,  perhaps,  the  greatest  difficulty  the  pupil  has  to  contend  with  at  the  commencement,  and 
will  in  most  every  case  be  taught  by  a teacher.  I have  found  by  experience  that  the  following  method,  is  the  quickest  ac- 
qired  by  pupils  who  have  not  a quick  ear. 

1st.  Tune  the  Treble  string  G,  to  G (or  Gbi)  on  the  Piano,  Flute,  or  Pitch  Pipe.  But  if  found  desirable  to  the  pupi,  it 
may  be  tuned  one  or  two  tones  lower. 

2d.  Place  the  third  finger  of  the  left  hand,  between  the  third  and  fourth  fret  on  the  G string,  which  makes  B ; then  tune 
the  open  string  B,  to  the  B on  the  G string. 

3d.  Place  the  third  finger  between  the  fourth  and  fifth  fret  on  the  B string,  which  makes  E ; then  tune  the  open  string  E. 
to  the  E on  the  B string. 

4th.  Place  the  third  finger  between  fourth  and  fifth  fret  on  the  D string,  which  makes  G,  then  make  this  sound  in  unison 
with  the  open  G string. 

5th.  Place  the  thud  finger  between  the  fourth  and  fifth  fret  on  the  A string,  which  makes  D,  then  meike  this  sound  in  uni- 
son with  the  open  D string. 

6th.  Place  the  third  finger  between  the  fourth  and  fifth  fret  on  the  E (bass)  string,  which  makes  A,  then  make  this  sound  in 
anison  with  the  open  string  A.  See  Example. 


EXAMPLE. 
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34  String. 
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ith  Fret.  Open.  Stb  Fret. 
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let  String. 

Open. 


D 

4tb  String. 
6th  Fret, 


3d  String. 
Open. 


A 

Stb  String. 
6th  Fret. 


4tb  String. 

Open. 


Stb  String. 
Stb  Fret. 


Stb  String. 

Open. 
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E. 


O unison  G* 


PROOF. 


If  dw  oetavw  do  not  prove  right,  then  the  pnpil  most  go  over  it  agrin. 
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THE  NATURAL  GAMUT 
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1st  String. 
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3 6 Trst. 


TREBLE 


Underneath  the  above  geimut  I have  placed  the  thumb  and  finger  marks  of  the  right,  merely  to  initiate  and  assist  the  begin- 
ner. In  that  Gamut,  the  first  finger  of  the  left  hand  is  placed  on  the  first  fret,  consequently  it  is  in  the  first  position. 

OF  THE  POSITIONS. 

There  are  twelve  positions  on  the  finger-board  of  the  Guitar.  Five  of  these  are  called  principal  positions,  as  they  are  more 
frequently  used  than  the  others.  These  positions  are  the  1st,  4th,  6th,  7th,  and  9th.  It  is  the  first  finger  that  determines  the 
positions  in  which  the  hand  is ; thus,  when  the  first  finger  is  placed  on  the  first  fret,  the  hand  is  in  the  first  position,  and  M 
rlth  all  the  others.  They  will,  however,  be  best  taught  and  explained  by  a teacher. 


6th  String. 


GAMUT  IN  THE  FOURTH  POSITION. 

6th  String.  4th  String.  8d  String  2d  String. 


l«t  String. 


6th  String. 


6th  String. 


li 


si 


•ij 3^ 


4th  String 

=4^ 


8d  String.  2d  String. 


Ist  String. 

^ If: 
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6th  String. 


GAMUT  IN  THE  SEVENTH  POSITION. 

6th  String.  4th  String.  8d  String.  2d  String. 


Ut  String. 


J 

rw 

i 

1 

) 1 1 



1 ■ ■ -J  —aw 

' 

M 

Am 

GAMUT  IN  THE  NINTH  POSITION. 


6ta  String 


6th  String. 


4th  String. 


8d  String.  2d  String. 


Ut  String. 


Observe  the  key  the  above  gamuts  are  put  in,  by  the  signatures,  (the  shar|)8  and  flat  al  the  head  of  the  stave.)  Observe  too 
that  the  first  finger  is  the  leading  finger  on  each  of  the  strings  in  these  gamuts.  The  daily,  careful  practice  of  these  ns 
It  a time,  wiuld  scon  familiarize  the  pupil  with  them. 


1^ 


GUITAR  SCHOOL. 

OF  DOUBLE  NOTES. 


Oil  the  Guitar  there  are  passages  of  double  notes  in  thirds,  sixths,  octaves,  and  tenths  ; to  facilitate  their  execution  it  is  nec- 
essary to  slide  the  fingers  as  much  as  possible  in  passing  from  one  fret  to  another.  See  Examples. 

When  two  notes  which  are  to  be  played  on  the  same  string  meet,  the  upper  note  must  be  taken  as  usual,  and  the  lowei  ons 
on  the  next  string,  thus, 

The  D on  the  second  string,  the  B on  the  third  S py~-g=  A.*.!?  ^ 

String,  on  the  fourth  Fret.  ^ j 


the  E on  the  second  string 
on  the  fifth  Fret. 


GAMUT  IN  THIRDS. 


T#~  ilSrr# 


I 


o/ 


F- 


izirzzH 


r=r_i_.r__2s^5|«r^p_.o: 


GAMUT  IN  SIXTHS. 


OS? 


S33iSE;a=3: 


:ccrrx;:ra?:S3^S±5?ji^i5p 
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GAMUT  IN  OCTAVES. 


SI 


The  slur  is  indicated  by  this  sign,  ^ ^ 

tj  ascending  and  descending.  See  Examples. 


placed  over  or  under  the  notes  that  are  to  be  slurred.  They  are  perfoimed  both 


SLURS  OF  TWO  NOTES  ASCENDING  AND  DESCENDING. 

Play  the  E,  and  let  the  first  finger  descend  like  a hammer  on  the  F,  &c.  Play  the  F,  and  draw  the  finger  one  side  to  sound  the  E,  Sco 


- Hr  ] — ”” 

M 

1 

, 1 1 

r 1 — 1~ — I — I" 


1 \ r 


— r-1 — II 

;sE.^i 


m I 


-CZr 


Place  the  1st  finger  on  F,  the  3d  on  G,  then  play  the  G,  then  draw 

Pla^'o  the  2d  finger  on  B,  the  3d  on  C,  then  play  B,  &c.  as  in  the  preceding.  the  3d  one  side  as  before,  keeping  the  first  firm  on  the  string. 


-H- 


There  are  also  slurs  of  two  notes  in  descending,  on  two  different  strings,  which  are  called  “ Vibration  Slurs.’'  To  perform 
them  play  the  higher  note,  which  in  this  case  is  almost  always  open,  then  strike  hard  with  the  finger  of  t.he  left  hand  the  note 
wnich  is  to  be  slurred  and  which  will  be  sounded  by  the  mere  impulse  of  the  finger.  In  ascending,  the  effect  of  the  slur  if 
aiso  r-roduced  by  slipping  the  thumb  of  the  right  han  1 from  one  string  to  the  other ; in  this  case  the  first  note  must  be  struck 
rd(tier  hard,  and  the  thumb  glide  with  delicacy  over  the  next  string.  Examples  of  each : 


W- 


^tlinuicia 


if  1 
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GUITAR  SCHOOL. 
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OF  THE  SLIDE. 

The  slide  ^ is  performed  by  one  finger  of  the  left  hand,  which  slides  along  the  neck,  passing  over  xll  the  frets  front 

the  first  to  the  second  note,  after  having  struck  with  the  right  hand  the  filft  of  the  two  notes.  The  slide  produces  a good 
effect  on  the  Guitar,  because  it  imitates  the  sound  of  the  voice.  It  is  indicated  by  this  sign, 


Slide  the  second  finger  from  F to  A,  &c. 


Slide  the  third  finger  from  D to  B,  &c. 


GRACE  NOTES,  OR  APPOGGIATURA. 

This  name  is  given  to  a small  note  which  sometimes  is  of  half  the  value  of  the  Note  which  it  precedes.  In  this  case  it  is 
the  long  appoggiatura,  and  when  it  has  but  a very  short  duration  it  is  called  the  short  appoggiatura.  To  distinguish  the  short 
from  the  long  appoggiatura,  the  former  is  marked  with  a dash  across  the  stem.  The  small  notes  are  played  the  same  as  the 
■lurs,  giving  an  impulse  to  the  small  note  with  the  right  hand,  and  making  the  principal  note  sound  with  the  fingers  of  the 
hjt  hand.  When  a common  note,  preceded  by  a small  note,  is  accompanied  by  one  or  more  parts,  the  small  note  must  be  play 
ed  with  the  accompanying  parts,  and  the  principal  note  be  slurred  immediately. 


Long  Appoggiatura,  (or  grace  note.)  Short  Appoggiatura,  (or  grace  note.) 


The  union  of  two  or  more  notes  played  simultaneously  is  called  a Chord.  Chords  are  always  divided,  or  played  in  Ar})eg- 
; thus,  the  notes  are  played  one  after  the  other,  from  the  lowest  to  the  highest,  but  sufficiently  quick  to  produce  the  effect 
of  their  being  struck  together.  Example  of  ezich. 


Chord  of  3 notca.  F.ffect  Of  4 note*.  Effect  Of  6 notes.  Effect  Of  6 notes.  Effect 


I 
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GUITAR  SCHOOL. 


In  slow  movements  thj  chords  are  arpeggio' d slowly,  in  character  with  the  movement,  which  is  often  indicated  by  this  sign, 
^or  and  which  sign  is  placed  before  the  chord.  In  movements  played  quick  and  with  point,  and  which  require  much  sound 
'irom  the  Guitar,  when  inorc  than  four  notes  are  to  be  played  the  same  sign  is  used  to  indicate  that  the  thumb  must  glide  rapidly 
and  with  force  across  the  strings.  See  Exeunple  of  each. 


OF  THE  BARRE. 


The  Barre  is  made  by  pressing  the  first  finger  on  two  or  more  strings  at  one  time,  and  on  the  same  Iret.  There  aro  iwo 
kinds  of  barre,  the  gieat  and  small.  In  the  small  barre,  the  finger  stops  but  two  or  three  strings.  In  the  great  barre,  the  firat 
finger  stops  the  whole  of  the  six  strings.  To  make  the  great  barre  with  ease,  it  is  necessary  to  raise  the  wrist,  and  to  place 
the  thumb  entirely  behind  the  neck  of  the  Guitar.  See  example  of  each ; 


Small  Barr^. 


Great  Barr6. 


J- 


lb-0 


i ^^1^ 

OF  ARPEGGIOS. 


ibr 


Q0- 
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An  Arpeggio  is  a number  ot  notes  played  successively  in  uniform  order,  and  which,  when  united,  form  cAorc^s.  Arpeggios  are 
ased  on  the  Guitar,  because  they  produce  an  agreeable  effect  on  the  instrument,  and  as  studies,  they  give  strength  and  agility 
to  the  fingers  of  the  Right  hand. 

To  execute  the  Arpeggio  well,  before  striking  the  strings,  the  fingers  of  the  left  hand  should  be  placed  at  once  on  the  notes 
forming  the  chord,  on  which  the  arpeggio  is  to  be  played ; and  when  the  last  note  is  struck,  the  fingers  should  be  raised  to  pass 
to  the  next  chord.  This  rule  is  indispensable  ; if  the  fingers  were  to  leave  each  note  soon  as  it  was  struck,  the  vibration  of  the 
entire  chord  would  be  obstructed  ; of  which,  each  note  is  an  essential  part.  The  fingers  of  the  right  hand  should  not  touch 
the  strings,  but  to  make  them  vibrate.  Example  : 


The  Guitar  may  be  played  in  all  the  Keys ; but  like  all  other  instruments,  it  has  some  keys  more  favorable  to  it  than  othera 
Those  which  are  most  favorable,  are — 


1st. 

2d. 


C Major,  Natural  key. 
G Major,  1;^, 


3d.  D Major,  2^^s.  5th.  E Major, 

4th.  A Major,  3;^^^s.  6th.  F Major,  1 h. 

The  other  keys  aie  difficult,  because  they  require  too  often  the  use  of  the  barre.  There  are  three  Minor  Keys,  A,  E,  and  D 
which  are  oftener  used  than  the  others ; therefore  I consider  it  unneccessary  to  introduce  any  other  in  the  exercises  in  this  work 


OF  HARMONICS. 

H'  Tnonics  are  produced  by  placing  a finger  of  the  left  hand  across  all  the  strings  of  the  Guitar  at  certain  divisions  of  ths 
fingfct-board.  The  finger  must  press  lightly,  yet  with  sufficient  force  to  prevent  the  string  from  vibrating  as  if  open.  As  s oon 
.s  1 11  si  rim?  has  been  struck  with  sufficient  force  near  to  the  bridge,  the  finger  must  be  taken  off.  Harmonics  sound  an  o<  lave 
luyt.H.  rlian  what  they  are  marked.  They  are  produced  at  the  12th,  7th,  5th,  4th  and  3d  frets,  as  the  following  table  show*. 
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OF  HARMONICS. 


Harmonics  are  produced  by  placing  a finger  of  the  left  hand  across  all  the  strings  of  the  Guitar  at  certain  dirisions  of  tht 
finger-board. 

The  finger  must  press  lignt’y,  yet  with  sufficient  force  to  prevent  the  string  from  vibrating*  as  if  open.  As  soon  as  the  string 
has  been  struck  with  sufficient  force  near  to  the  bridge,  the  finger  must  be  taken  off. 

Harmonics  sound  an  octave  higher  than  what  they  are  marked.  They  are  produced  at  the  12th,  7th,  6th,  4th  and  3d  fiets, 
the  following  table  shows. 


1st  String. 

2d  String.] 

3d  String. 

dth  String. 

6th  String. 

$th  String. 


I 


t 


I 


f 


12th  fret. 


7th  fret 


Sth  firet. 


4th  fret. 


3d  fret. 


i 


i 


£ 


1 


i 
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£ 

■ & 

f 
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Si 
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EXERCISE  IN  HARMONICS. 


Th*  upper  figures  point  out  the  /rete,  and  the  lower  ones  the  strings. 


View  of  the  Natural  Gamut,  or  Oiatonie  Seale  on  the  Guitar  Finger-board. 


6th  String. 


PART  THIRD. 


The  Natural  Gamut,  or  Diatonic  Scale. 


5th  String. 


4th  String. 


3d  String.  2d  String. 


1st  String.  5th  fret. 


Gamut  with  Sharps,  or  Chromatic  Scales. 


6th  String.  5th  String.  4th  String.  3d  String.  2d  String.  1st  String. 


•N.  15.  'Ilie  following  3 pages  of  Diagrams  arc  exjjressly  for  Students  without  ii  Master.  'I'ho  :r;NoH.  1 — 2 — 3atid  4,  sliow  tljo  classifirnfion 
I'f  the  chords  in  ea«:h  Kjty.  See  page  25  for  farther  exi)lanation.  The  stav«Mj  show  all  the  chord.f  in  eae'i  Key.  The  drawings  under  each 
eh'iid.  show  the  po<;itioi;  of  tlie  lingers  of  the  left  hand  upon  the  strings.  The  figures  at  tho  bottom  of  the  drawing,  show  what  fingers  are  to 
etiike  tlie  Hirings  'vifh  the  right  hand,  &c. 
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B.  H 


No.  1. 


No.  2. 


Diagram  of  the  Key  of  D Major. 

®No.  1.  No.‘^3.  No.  4. 


No.  2. 


No.  1. 


B H. 


No.  1. 


No.  2. 


Diaffram  of  the  Key  of  A Major. 

No.  1.  No.  3.  No.  4. 


No.  2. 


No.  1. 


VJ 


R.  H. 


No.  1. 


No.  2. 


Diagram  of  the  Key  of  E Major. 

No.  1.  No.'^S.  No.  4. 


No.  2. 


No.  1. 


R U 


*20 


No.  1. 


No.  2. 


Diagram  of  the  Key  of  A Minor. 

No.  1.  No.  3.  No.  4. 


No.  2. 


No.  1. 


E.  H. 


No.  1. 


No.  2. 


Diaffram  of  the  Key  of  D Minor. 

No.  1.  No.  3.  No.  4. 


No.  2. 


No.  1. 


aUTTAa.  FIANO.  OTHTAR  riAHO 


GUITAR  SCHOOL. 
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A TABLE,  SHOWING  THE  USE  OF  THE  CAPO  DE  AS  TRO,  IN  FLATS. 

Ist.  Tune  the  Guitar,  3d  string,  to  Gb. 

2d.  Proceed  to  tune  as  before. 

3d.  Then  place  Capo  De  Astro  between  1st  and  2d  frets. 

4th.  Then  transpose  by  reading  the  chord  one  degree  lower  than  the  letter  written. 

5th.  For  a signature  of  five  flats,  play  in  the  (Natural)  key  of  C.  For  a signature  of  four  flats,  play  in  the  key  of  Us 
one  &c.,  see  Example  below. 

COMPARATIVE  TABLE  OF  FLAT  AND  SHARP  SIGNATURES. 


The  Guitar  may  be  tuned  to  full  pitch,  3d  string,  G Natural,  then  tune  as  before:  place  Capo  Do  Ast/o  between  nbt  and  Is 
ftei  Transpose  as  in  the  Table  above ; but,  the  first  is  deemed  preferable  to  any  other 


22 


EXERCISES  WITH  SHARPS  AND  FLATS. 


ARPEGGIOS  WITH  THREE  AND  FOUR  FINGERS. 


These  Arpeggios  are  given  for  the  purpose  of  exercising  the  Right  Hand,  and  to  establish  general  rules  which  will  serve  to' 
show  the  fingering  of  that  hand  in  all  similar  passages.  Each  Arpeggio  ought  to  be  repeated  several  times  in  succession,  and 
as  soon  as  the  pupil  is  able  to  execute  several  with  ease,he  may  undertake  the  study  of  the  9 Arpeggios  at  page  25,  without 
nowever  abandoning  these.  The  chords  written  at  the  top,  are  those  from  which  the  twenty-two  following  Arpeggios 
are  derived. 


ARPEGGIOS  WITH  THREE  FINGERS. 




Na  4.  I n 


7 


I I I I 


J 


t 


7 


If 

1 


ARPEGGIOS  WITH  FOUR  FINGERS. 
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No.  13. 
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With  three  fingers. 


Pupils  Will  fleriire  great  benefit  from  the  nine  following  Exercises,  by  committing  to  memory^  the  name,  •til  number  of  eTr»f 
'Lord,  in  f'.nch  kr\r : narticnlarly  those  who  wish  to  learn  the  Guitar,  as  an  accompaniment  to  rhe  r^sce. 


^5 

• N.  B.  The  h ures  placed  over  the  chords  at  the  nead  ot  each  exercise,  represent  chords,  taken  from  certain  degrees  of  the  scaic  m 
lach  key,  viz  . No.  1,  the  tonic  chord,  (or  first  letter  of  the  scale,)  No.  2,  Dominant  7th,  (or  5th  letter,  do,)  No.  3,  Sub-domiiiant,  (or  4lt 
etter,  do,)  No.  4,  Dominant  harmony,  2nd  inversion  of  the  tonic,  (or  first  letter,  do.) 


• No.  1. 


EXERCISE  IN  TEE  KEY  OF  MAJOR. 

No.  2.  No.  1.  No.  3.  No.  4.  No.  2. 


No.  1. 
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EXERCISE  IN  THE  KEY  OF  D MAJOR. 


No.  1.  No.  2.  No.  1.  No.  3.  No.  I.  No.  2.  No.  1. 


26  £XER0ISE  IN  THE  KEY  OF  A MAJOR. 


No.  1.  No.  2.  No.  1.  No.  3.  No  4.  No.  2.  No.  1. 


EXERCISE  IN  THE  KEY  OF  E MAJOR. 


No.  1.  No.  2.  No.  1.  No.  3.  No.  4.  No.  2.  No.  1. 


No.  1 No.  2.  No.  1.  No.  3.  No.  4.  No.  2.  No.  1. 


EXERCISE  IN  THE  KEY  OF  A MINOR, 
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No.  2. 


No.  1. 


No.  3. 


No.  4. 


No.  2. 


No.  1. 
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EXERCISE  IN  THE  KEY  OF  D MINOR. 

No.  2.  No.  1.  No.  3.  No.  4.  No.  2. 
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To  facilitate  tlie  study  of  the  eight  following  Arpeggios,  and  the  execution  of  the  left  hand.  I have  written  on  the  uppe» 
itave  over  each  measure,  the  chord  wliicli  is  to  be  played  arpeggio,  as  written  on  the  stave  below.  The  pupil  will  'see  at  a 
glance,  the  chord  composing  tlie  Arpeggio,  and  on  which  notes  the  fingers  are  to  be  placed.  The  curved  lines  from  one  chord 
to  the  other,  serve  to  show  that  tlie  fingering  of  these  notes  has  not  changed,  and  that  the  fingers  which  press  them  mus* 
remain  unmoved. 

THE  KEY  OF  C MAJOR. 
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KEY  OF  F MAJOR. 

Small  barr*. 


KEY  OF  E MINOR, 


31 


Guitar  music  almost  always  requires  several  parts,  which  increases  the  difficulty  of  execution,  therefore  the  pupil  mtist  a<y 
quire  the  habit  of  moving  each  finger  of  the  left  hand  separately  and  independently.  The  following  twenty-two  exercise* 
are  very  useful  in  obtaining  this  object.  Each  number  should  be  repeated  several  times. 


EXERCISE  IN  C MAJOR. 


Nr  4 
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OF  THE  SCALES  ANJ)  CADENCES. 

To  facilitate  the  execution  of  the  Scales,  it  is  necessary  that  the  fingers  of  the  left  hand  should  be  held  suffitiei  tly  Bepara- 
led,  and  so  placed,  that  they  may  be  put  on,  and  taken  off  the  strings,  without  moving  the  hand.  A finger  which  is  placed  on 
a note,  should  not  be  moved  but  to  finger  the  note  following,  unless  this  note  should  be  an  open  string.  In  scales  ascending 
when  passing  from  one  note  to  anoi  her,  the  finger  must  not  be  raised  too  quickly  from  the  string,  lest  it  vibrate  if  left  open  toi 
soon.  In  the  following  pieces,  care  uust  be  taken  to  sustain  the  notes,  as  well  in  the  Bass,  as  in  the  other  parts ; this  caution 
ia  necessary  in  order  to  obtain  a full  and  harmonious  style. 
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MISCELLAIBOUS  PIECES. 
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Til  s piece  is  intendo.  as  an  imitation  of  the  advance  and  retreat  of  a military  band, 
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WE  HAVE  LIVED  AND  LOVED  TOGETHER, 
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ROSA  LEE.  GALLOP. 
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GRAND  MARCH  FROM  NORMA. 


BELLUn. 


AIR  FROM  NORMA.  7i 
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TEDESCO  POLKA. 


OLD  ROSIN  THE  BEAU. 
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RAINER’S  GRAND  MARCH. 


flBl  • At  these  signs  place  the  finger  on  the  sniall  notea,  ami  drum  with  tl.e  thumb  upon  the  strings  near  the  bridge. 
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CAKLOTTA  GRISI’S  FAVORITE  POLKA. 


SILVER  LAKE  WALTZ. 
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ri  2.  When  I re  - mem-ber  all,  The  friends  so  link'd  to 


Some  ban-qnet  hall  de  - ser 


ted,  Whose  lights  are  fled, whose  garland’s  dead,  And  all  but  he  do- 
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Ere  slumber’s  chain  has  bound 


me. 


Sad  mem  - ’ry 
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DOWN  SOUTH  WHAR  DE  SUGAR  CANE  GROWS. 


Moderato. 


Music  by  WILL  S.  HAYS 
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CHORUS. 
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2.  Tho’  thy  voice  may  lose  its  sweetness,  AriJ  thme 


eye  its  brightness  too ; Tho’  thy  step  may  lack  its  fleetness, 
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^-ILZiZ=»ZJZ^ 


I 


Ez^zsz: 


ri 

I — 


zEt:IZa=i= 


4 


To  the  rose  just 

H 

Ib^Z^E 


sun  - ny  hue:  Still  to 


new  - ly  born:  But  a 


me  wilt  thou  be  dear  - er, 


Than 


-?■ 


P' 


all  the  world  shall  own ; 

iS- 


T 1''— □ — 

i— i-tz:^zzzp— izzzz— H— 


-p- 

-p- 


I have  lov’d  thee  for  thy  beau-ty, 

. ^ 

^j-8»z:i£-zn-: 


Rut 


-iN- 

-S- 


19^: 


sweet-er  song  has  cheer’d  me,  At  the  evening’s  gen-tle  close ; And  I’ve  seen  an  eye  still  brighter. 
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made  thee  mine  for  - ev  - er.  Bonny  Mary  of Argyle. 
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2.  When  fai  - ry  tales  were  end  - ed,  “ Good 


bed,  And  ho  - - ly  words  she  taught  me  there,  Me-thinks  1 yet  can  see  Her 
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TAKE  ME  HOME 


RAYMOND. 
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1. Take  me  home  to  t lie  place  where  I first  saw  the  light,  To  the  sweet  suu-ny  South  take  me  home, 

2.  Take  me  home  to  the  place  where  the  or  - ange  trees  grow,  To  my  cot  in  the  ev  - er  - green  shade, 

3.  Take  me  home,  let  me  see  what  is  left  that  I know,  Can  it  be  that  the  old  house  is  gone, 
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mocking  bird  sung  me  to  rest  ev*  - ry  night,  Ah ! why 
flowers  on  the  river’s  green  mar  - gin  may  blow,  Their  sweets 
friends  of  my  child-hood  in  - deed  must  be  few,  And  I 


was  I tempted  to  roam, 

on  the  banks  where  we  play’d. 
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think  with  regret  of  the  dear  ones  I left,  Of 
path  to  our  cot  - tage  they  say  has  grown  green.  And 

yet  I’ll  return  to  the  place  of  my  birth.  Where 


the  warm  hearts  that  shelter’d  me  then, 
the  place  is  quite  lone  - ly  around ; 
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2.  Love  not!  Love  not!  the  thing  you  iC>ve  may 


die, 


May  per-ish  from  the  gay  and  gladsome  earth,  The  si  - lent . . stars,  the  blue  and  smiling 


Beams 


on  its  grave. 


as  once  . upon  its  birth, 
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THIKD  VERSB. 
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Love  not ! Love  not  1 the  thing  you  love  may  change, 
The  rosy  lip  may  cease  to  smile  on  you, 

?,-The  kindly  beaming  eye  grow  cold  and  strange,  :jj 
[|  The  heait  still  warmly  beat,  yet  not  be  true.  ;jj 
Love  not  1 Love  not ! 


Love  not  1 Love  not ! oh  warning  vainly  said, 
In  present  hours,  as  in  years  gone  by : 

|j:Love  flings  a halo  round  the  dear  one’s  head,:|| 
||:Faultless,  immortal,  till  they  change  or  die.  :|| 
Love  not ! Love  not ! 
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2.  Its  words  I well  re  - mem-ber  now,  Were 


les-8i3ii  ’twas,  tho’  simp-ly  taught,  That  can-not  pass  a - way ; It  is  my  guid  - - - ing 
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TAKE  THIS  LETTER  TO  MY  MOTHER. 

SONG  AND  CHORUS. 


Words  and  Melody  by  WILL  S.  HAYS. 
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CHORUS. 
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A SWEET  FACE  AT  THE  WINDOW. 


Words  by  W.  C.  BAKEI^. 


SONG  AND  CHORUS. 


Melody  by  H.  P.  BANKS. 
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MY  SOUTHERN  SUNNY  HOME. 

FOR  THE  GUITAR. 


Composed  by  WILL.  S.  HAYS. 
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TO  MKS.  MARTHA  BROTHERSON  REYNOLDS. 


SWEET  BY  AND  BY. 


, Composed  by  J.  P.  WEBSTER. 

Moderato.  ' 
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In  the  repeat  diminuendo  gradually  to  the  end. 
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eve-ning,  Moonlight  fell  in  silver  lines,  Ai  - ry  voi-ces  sad  were  grieving.  In  the  mu  - sic-haunted  pines.  Pale  a 
sobbings.  Lean  thy  head  up-on  my  breast ; Mother ! how  thy  heart’s  low  throbbings  Seem  to  whisper  me  to  rest.”  As  I 
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Mother  watch’d  her  dear-est.  Wept  she  o’er 
slept  up-on  my  pil-low,  1 saw 
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all  that  I could  see. 


She  was  dress’d  in  snow-bright  whiteness, 
As  she  caught  my  startled  view ; 

Took  my  hand  in  her  cold  fingers, — 
Leaned  my  brow  upon  her  heart, — 

Oh ! like  ice  her  cold  touch  lingers. 

Will  it  nevermore  depart? 


Now  grows  faint,  now  softly  singing, 
Dies  upon  my  list’ning  ear !” 
Bowed  tl  e Mother  in  deep  sorrow,— 
Fell  her  tears  like  April  rain ; 

Sadly  drooped  she  on  the  morrow. 
For  the  child  ne’er  spake  again 
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2.  This  land  is  green,  this  sky  is  bright, 


And 


none 
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to  me  could  fair-er  seem, 


For  here  I see  love’s  ho  - ly  light;  In  o-ther  climes ’twould  cease  to 
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pal’d  thy  face  and  dimm’d  thine  eye. 
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But  that  fair  land  where  thou  wilt  roam. 


Hath  green  - er  vest  and  brighter 


But  I could  nev-er  call  Home,” 


bove ; 
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Why  cast 


That  was 


not  shar’d  by  those  I love Th?t 
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a ling’ring  look  be-hind. 
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When  scenes  a-wait  thee  far  more  fair  ? When 

i.  I.  lJ I- 
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was  not  shar’d  by  those  I love  ! 
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CHIMING  BELLS  OF  LONG  AGO. 


A 
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Music  by  C.  F.  SHATTUCK 
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Ritard.  - — 


1.  Like  a dream  ye  come  to 

2.  Hap  - py  vi-sioiis  rose  be  - 


Chim  - ing  bells  of  long  a - go  ! 
Chim  - ing  bells  of  long  a - go! 


Sweet  - ly  fell  your  sil  - v’ry  num 
Sweet  - ly  now  your  notes  are  fall 


Down  the  still  and  fra-grant 
O’er  my  heart  so  sad  and 
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air; 
lone ; 


Woke  my  soul  from  gen -tie  slum  - bers, 
Mem’  - ry  from  the  past  is  call  - ing, 


Lis-t’ning  to  your  e - choes  fair ! 
Dreams  that  once  I called  my  own  ; 

ritard.  _ _ _ 
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F riends  and  hopes  of  hap-py  child 

Vis  - ions  of  my  dear  ones  on 


Blest  me  in  their  pur-est  glow ; 
Bless  me  now  at  evening’s  glow 
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Sweet  chiming  bells  !. 
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Sweet  chiming  bells  ! Ye  murmur  soft 


and 
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Sweet  chiming  bells  ! 


Sweet  chiming  bells ! 


Ye  murmur  soft  and 
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Sweet  chiming  bells ! 
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Sweet  chiming  bells ! 
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Ye  murmur  soft 
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DON’T  BE  SORROWFUL,  DARLING. 


Words  by  ALICE  CAI\Y. 


SONG  AND  CHORUS. 


Melody  by  J.  P.  WEBSTER. 


CHORUS. 
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tak  - ing  the  year  to  - geth-er,  my  dear,  There  isn’t  more  night  than  day. 
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tak  - ing  the  year  to  - geth-er,  my  dear.  There  isn’t  more  night  than  day. 
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YOU  NEVER  MISS  THE  WATER  TILL  THE  WELL  RUNS  DRY. 


I^OWLAND  HOWLAND, 
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10,0 


MY  POOR  HEART  IS  SAD  WITH  ITS  DREAMING. 


SONG  AND  CHORUS  AD  LIB. 


Words  and  Music  by  T.  BRIGHAM  BISHOP, 


ad  lib. 


now  it  has  all 

you  seem’d  to  love 
rrv 


pass’d  a - way ; They  say 

none  but  me ; Tho’  we  meet 


that  young  love’s  like  a 
not  as  friends,  yet  I’ll 


103 


My  hf  Art  aad  irUh  Itn  drcAinfng 
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A DICTIONARY  OF  MUSICAL  TERMS. 

Edited  by  J.  Stainbr,  M.A.,  Mus.  Doc.  of  Magdalen  College,  Oxford, 
and  W.  A.  Barrett,  Mus.  Bach.,  St.  Mary’s  Hall,  Oxford. 

It  does  not  need  the  above  array  of  titles  to  convince  us  that  this  is  a 
work  of  unusual  erudition  and  merit.  Although  there  are  multitudes 
of  short  definitions,  the  prevailing  character  of  the  work  is  that  of  a 
collection  of  treatises  on  important  musical  subjects.  All  of  them  are 
well  written;  the  style  is  clear  and  easily  understood;  and  there  are 
abundant  musical  and  picture  illustrations.  The  treatise  on  the  human 
larynx  (vocal  chords,  &c.)  covers  a dozen  pages,  and  has  many  cuts 
illustrating  different  portions,  &c. 

About  as  many  pages  are  devoted  to  the  human  ear,  the  article  also 
containing  engravungs. 

The  human  hand  also  is  minutely  described  in  its  relation  to  finger- 
ing, ancient  instruments  nicely  pictured,  the  various  parts  of  organs 
well  described,  and  a great  deal  of  useful  information  about  composi- 
tion imparted. 

Indeed,  although  a dictionary,  it  is  a very  readable  book;  and  one 
will  naturally  continue  to  turn  over  the  leaves  with  continued  mtere.st, 
until  the  contained  ideas  are  pretty  thoroughly  understood  and  assimi- 
lated. Price  in  boards,  Sl.OO;  price  in  cloth,  $5.00. 

VOICE-BUILDING : 

A New  and  Correct  Theory  for  the  Mechanical  Formation  of  the  Human 
Voice.  By  Dr.  H.  R.  Streeter.  Price  $1.50. 

This  is  not  properly  an  instruction-book,  but  contains  a description  or 
explanation  of  this  very  successful  teacher’s  mode  of  training  the  voice. 
It  should  be  properly  read  and  understood  before  practising:  — 
Streeter’s  Exercises  in  Voice-Building,  No.  1,  50  cts. 

Streeter’s  Exercises  in  Voice-Budding,  No.  2,  60  cts. 

Streeter’s  Exercises  in  Voice-Building,  No.  3,  60  cts. 

These  may  be  studied  “ without  a master,”  but  more  profitably  wilh 
one  who  is  familiar  with  the  method. 


MUSIC  EXPLAINED  TO  THE  WORLD. 

By  F.  J.  Fetis. 

“How  to  understand  music,  and  enjoy  its  performances.” 

Every  one  wishes  to  be  Informed  on  these  points;  and  Fetis  has  done 
well  in  giving  these  valuable  hints. 

Price  $1.50. 


THE  HISTORY  OF  MUSIC  IN  THE  FORM  OF  LECTURES. 

By  Frederick  Louis  Ritter. 

Mr.  Ritter  has  with  great  patience  culled  from  some  hundreds  of 
books,  in  various  languages,  the  materials  for  these  most  interesting 
lecture.s,  which,  united,  make  a most  interesting  and  important  book, 
leaving  little  to  be  desired  or  acquired  from  more  extended  works. 

The  writer,  being  Professor  of  Music  for  Vassar  College,  has  natu- 
rally adapteil  his  lectures  to  the  requirements  of  the  bright  young  ladies 
around  him.  The  first  volume  is  a very  complete  presentment  of  the 
more  ancient,  and  the  second  volume  of  more  modern,  history. 

In  two  volumes,  each  $1.50. 


HOW  SHALL  I TEACH?  OR,  HINTS  TO  TEACHERS. 

By  Dr.  I/iwell  Mason. 

Dr.  Ix)well  Mason  was  undoubtedly  the  leader  in  the  movement  of 
some  forty  years  since,  which  re.sulted  in  the  introduction  of  music  into 
schools,  in  better  forms  of  singing-school  instruction,  and  in  a decided 
advance  in  the  public  musical  taste.  He  was  undoubte<Ily  one  of  the 
best  of  teachers;  and  this  pamphlet,  which  coutain.s  the  “gist”  of  his 
method,  is  widely  inquired  for. 

Price  25  cents. 


MOORE’S  ENCYCLOPEDIA  OF  MUSIC. 

By  John  W.  Moore. 

Mr.  Moore  was,  for  many  years,  a diligent  collector  of  all  sorts  of 
odds  and  ends  of  musical  information,  including  notices  of  every 
known  composer,  or  player  on  any  instrument.  This  mass  of  matter, 
after  a while,  as.sumed  a completeness  which  warranted  the  issuing  of 
this  great  Encyclopaedia,  which  is  recognized  as  a standard  work. 

An  Appendix,  recently  added,  contains  a great  deal  that  Is  interesting, 
and  which  has  accumulated  since  the  appearance  of  the  first  edition. 

The  Encyclopaedia  contains  a thousand  pages,  or,  with  the  Appen- 
dix, fifty  more.  One  is  led  along  from  page  to  page  by  the  intere.st  and 
variety  of  the  contents.  Now  we  read  of  Aleman  ((>00  years  B.  C.),  and 
directly  find  ourselves  looking  over  the  list  of  Mehul’s  productions; 
or  turning  the  leaves  to  an  account  of  the  clavichord ; which  we  forget 
for  a moment,  while  looking  over  a quaint  old  “ preface,”  — addressed 
to  Queen  Anne;  and  so  on  through  the  book.  The  work  is  truly  val- 
uable. Price  complete,  $6.00;  price  of  appendix,  50  cts. 


DICTIONARY  OF  MUSICAL  INFORMATION. 

By  J.  W.  Moore. 

Mr.  Moore’s  great  Encyclopaedia  will  always  be  a standard  work;  but, 
as  many  do  not  care  for  so  large  a book,  he  has,  in  this  well-packed 
dictionary,  condensed  what  was  more  diffusively  written,  added  new 
articles,  and  prepared  a really  admirable  book  of  reference. 

Readers  will  find  here  a few  words  describing  the  career  of  almost 
every  prominent  musical  person  who  has  ever  lived,  and  also  answers 
to  every  question  that  any  musical  student  will  be  likely  to  ask.  It  is 
all  in  small  compass,  and  is  a most  handy  book  to  have  within  reach. 

Price,  boards,  $1.25;  cloth,  $1.50. 


LUDDEN’S  PRONOUNCING  DICTIONARY  OF  MUSICAL 
TERMS. 

By  William  Luddev. 

This  valuable  work  gives  the  proper  orthographical  spelling  of  the 
various  words  or  musical  terms.  The  proper  pronunciation  is  indicated 
by  means  of  phonetic  spelling,  and  a key,  which  is  add  ed  at  the  top  of 
each  page. 

The  work  is  the  most  complete  one  of  the  kind.  A greater  number 
of  terms  might  be  brought  together;  but  many  of  them  would  be  such 
ones  as  are  hardly  ever  used,  and  therefore  of  no  special  importance. 

The  proper  pronunciation  is  given  of  terms  in  the  Geiman  language, 
the  French,  the  Latin,  the  Spanish,  the  Italian,  the  Russian,  and  some 
other  languages.  Price  $1.50. 

•FIVE  THOUSAND  MUSICAL  TERlbS. 

By  J.  S.  Adams. 

A convenient  list  for  every  musician.  The  best  of  memories  need 
refreshing  in  this  way. 

GUIDE  TO  MUSICAL  COMPOSITION. 

By  Heinrich  Wolfahrt. 

A book  intended  for  study,  but  interesting  to  read  by  any  one  who 
wishes  to  get  a general  idea  of  the  process  of  composing. 

Price  $1.25. 

CZERNY’S  LETTERS  TO  A YOUNG  LADV. 

These  familiar  epistles  are  valuable,  and  should  l)o  atteniively  read 
by  every  student  of  the  piano. 

Czerny  was,  in  his  time,  considered  by  many  to  bo  the  be.st  skilled 
of  any  European  teacher.  In  these  letters,  then,  every  word  is  im- 

P"*^*^'**”  Price  60  cents. 


Any  of  the  above  books  mailed,  post-paid,  for  the  retail  price. 
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OSGOOD^S  ART  OF  SINGING. 

By  George  L.  Osgood.  Each  new  book  of  Vocalization,  if  from  com- 

Eetent  hands,  is  likely  to  be  an  improvement  on  those  preceding.  This 
ook  was  the  result  of  researches  by  Mr.  Osgood  during  a prolonged 
stay  among  the  European  music  schools.  It  pleases  at  first  .sight  by  its 
fine  tasteful  arrangement;  and  the  favorable  impression  is  deepened  as 
we  progress  through  its  skilfully  compiled  studies  and  exercises. 

Q.sgood’s  Guide  has  three  divisions.  In  Part  I.  he  treats  of  Vocal 
Hygiene,  of  Rules  for  Breathing,  of  Registers,  of  “Timbre,”  Italian 
Pronunciation,  and  other  subjects,  and  gives  tables  for  illustration,  and 
a few  illustrative  exercises  for  practice.  In  Part  11.  we  have  Scale 
Method  and  Scale  Practice  on  more  than  fifty  pages.  In  Part  III.  are 
Vocal  Embellishments,  a Theory  of  Pronunciation,  Phrasing  and  Res- 
piration, technically  considered,  Cantahile,  Recitative,  and  Declama- 
tion. This  includes  many  fine  anatomical  pictures.  As  a fitting  finale 
to  tlie  volume,  we  are  intrcaluced  to  a few  first-class  Arias  from  the 
Operas.  Price  $4.00. 


BASSINI’S  NEW  METHOD. 

For  soprano  and  mezzo-soprano  voice.  Price  .$3.00.  By  Carlo 
Bassini.  Persons  with  soprano  or  mezzo-soprano  voices,  meaning  by 
that  any  thing  from  an  alto  to  a high  soprano  voice,  will  find  here 
valuable  material  for  practice,  with  a few  pages  of  plain  explanations. 

There  are  11(5  lessons  on  1(10  pages.  No.  1 is  a simple  exercise  at  a 
low  pitch,  for  chest-tones,  using,  for  practice,  the  vowel  sounds  ah  or  ee. 
After  a few  lessons  we  begin  to  study  the  “union  of  the  re^sters,  and 
at  No.  25  attack  the  intervals,  and  begin  to  study  for  ‘fiexibility  of  the 
voice.’  ” At  No.  34  we  are  told  about  “strokes  of  the  glottis,”  at  No. 
41  are  introduced  to  “groups,”  at  No.  (51  to  pronunciation,  and  so,  at 
every  few  pages,  to  some  new  subject,  which  is  clearly  explained  and 
exemplifie(i  by  the  best  of  exercises. 


BASSINI’S  ART  OF  SINGING. 

An  Analytical,  Physiological,  and  Practical  System  for  the  Cultiva^ 
cion*of  the  Voice.  By  Carlo  Bassini.  Edited  by  R.  Stokrs  Willis. 

This  work  is  one  of  the  greatest  excellence  as  a system  of  thorough 
and  scientific  in.struction  in  the  art  of  Vocalization.  To  say  that  as  a 
hook  of  this  kind  it  has  no  superior,  would  he^to  award  it  but  partial 
justice. 

Price  in  boards,  complete $4.00 

“ “ abridged 3.(X) 


BASSINI’S  METHOD  FOR  TENOR  VOICE. 

Comprising  all  the  excellent  features  of  the  above  method  for  the 
Soprano.  Price  $4.00. 


GARCIA’S  SCHOOL  OF  SINGING. 

New  Edition.  By  Manuel  Garcia.  “A  compendious  Method  of  In- 
struction, with  Comprehensive  Explanations  of  the  Construction  and 
Use  of  the  Vocal  Organs,  Respiration,  Registers,  Timbre,  &c. ; with 
illustrations  from  the  Great  Masters.” 

As  Garcia  himself  was  a “ great  master”  in  his  profession,  no  more 
commendation  is  necessary.  I’rice  $5.00. 


DR. 


STREETER’S  VOICE-BUILDING. 

Price  $1.50. 


Streeter’s  Exercises  in  Voice-Building,  No.  1 . . . $0.50 
“ “ “ “ “ “ 2 . . . O.GO 

“ “ “ “ “ 3 . . . 0.75 

Streeter’s  Primary  Elements  of  Music 0.(50 

By  Dr.  H.  R.  Streeter.  “Voice-Building”  is  a sort  of  “trade- 
mark” for  Dr.  Streeter’s  method,  which,  under  the  care  of  himself  and 
pupils,  has  gained  a wide  popularity.  'The  first  hook  describes  and  de- 
fends the  method,  the  three  small  hooks  contain  exercises  for  practice, 
and  the  “Primary  ” hook  shows  an  arrangement  on  new  principles  for 
teaching  singing  in  schools. 


SCHOOL  FOR  THE  VOICE. 

By  W Ludden.  Price  $3..50.  This  is  a fine  book  of  175  pages,  in 
which  no  space  is  wasted.  There  are  a large  number  of  progressive 
vocal  exercises  and  solfeggios  furnished,  instead  of  syllables,  with  easy, 
smooth  Italian  words  and  phrases.  There  are  also  an  admirable  expla- 
nation of  the  system  of  culture,  and  a number  of  eloquent  airs  for 
practice  and  recreation. 

After  a page  of  “introduction”  the  author  begins  his  progressive 
studies  w’ith  the  scale,  legato  and  staccato,  soon  introducing  tliirds, 
fourths,  &c.,  with  many  variations  sung  to  the  word  “A-ve,”  which 
is  soon  exchanged  for  “ Addio,”  “ Alma  Mater,”  “ Cara  Memorio,”  and 
other  sweet  Latin  or  Italian  words  and  phrases.  Then  marks  of  ex- 
pression are  introduced,  and  at  about  the  45th  page  we  find  our- 
selves singing  what  may  he  a Solfeggio,  or  may  he  an  opera  air,  hut 
is,  at  any  rate,  very  agreeable  to  the  ear.  Well-made  Etudes,  Sol- 
feggios, &c.,  bring  us  to  the  l‘20th  page,  where  commences  a very  inter- 
esting description  of  the  vocal  organs,  and  of  the  best  method  of 
training  and  strengthening  them.  The  last  30  pages  contain  “Recrea- 
tions” from  the  best  authors. 

Mr.  Ludden  was  a faithful,  thorough,  and  patient  learner  during 
some  years  of  American  and  European  study,  which  was  followed  by 
other  years  of  successful  teaching.  No  one  understands  the  needs  of 
Ameivcan  singers  better  than  he;  and  this  compilation  can  be  recom- 
mended as  a «a/«  instructor. 


PETERS’S  ART  OF  SINGING. 

By  W.  C.  Peters.  Price  $3.(X).  Great  care  has  been  taken  to  give  a 
clear  and  progressive  course  of  elementary  instruction,  togetlier  with 
a choice  series  of  exercises  and  melodious  examples,  selected  from  the 
works  of  Garcia,  Lablache,  Pauseron,  Crivelli,  Concone,  Crescentini, 
Rossini,  &c. 

A pleasant  feature  of  this  instructor  will  be  found  to  he  the  number 
of  songs  (principally  with  English  words)  wdiich  are  introduced.  This 
makes  the  course  more  agreeable,  and  will  commend  the  book  to 
amateurs. 


PANSERON’S  ABC  OF  MUSIC. 

Abridged  Edition.  A sort  of  elementary  course  conducts  to  a fine 
set  of  exercises,  or  solfeggi,  so  that  it  becomes  a sort  of  Italian  Class 
Singing  Book. 

A convenient  hook  for  daily  practice  in  Vocalization. 

The  “A  B C”  signifies  something  exceedingly  elementary  and 
simple.  This  is  hardly  appropriate,  as  the  last  half  of  the  book  contains 
vocal  exercises  of  some  difficulty.  Yet  in  the  first  part  are  simple 
explanations  and  exercises,  which  prepare  one  for  the  more  difficult 
work  of  the  second  division.  Price  $1.00. 


CONCONE’S  LESSONS  IN  VOCALIZATION. 

This  little  book  contains  in  an  amazingly  convenient  and  condensed 
form  the  voice  parts  of  Concone’s  50  Lessons,  Op.  9 (cost  $3.50),  and  of 
Concone’s  25  Lessons,  Op.  10  (cost  .$2.50),  and  is  so  small  as  to  he  easily 
carried  in  the  pocket.  Of  course  the  larger  books  are  needed  when  one 
practises  with  accompaniment.  Price  40  cents. 


MASON’S  VOCAL  EXERCISES  AND  SOLFEGGIOS. 

Vocal  exercises  in  all  training  methods  for  the  voice  must  he  similar. 
In  this  book  are  many  of  the  usual  exercises,  added  to  which  are  a num- 
ber of  very  tasteful  Solfeggios.  Any  or  all  may  be  used  by  single 
voices,  or  by  a class.  Price  $1.50. 


DEEMS’  SOLFEGGI. 

A book  intended  for  High  Schools  and  Seminaries.  It  has  an  in- 
structive course,  and  may  be  used  by  itself.  Still  better,  however,  is 
its  use  as  a collection  of  Solfeggios,  in  connection  with  some  hook  like 
the  High  School  Choir.  There  is  a beautiful  softening  and  piilishing 
power  to  true  Italian  music;  and  voices  in  High  Schools,  Seminaries, 
&c.,  cannot  fail  to  be  benefited  by  the  use  of  these  refining  melodies. 
Price  75  cents. 


Any  hook  above  mentioned  will  be  mailed,  post-free,  for  the  retail  price. 
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